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PROGRAM 
Symphony No. 3 in E-flat major, 
Op. 55, "Eroica" 
Ludwig van Beethoven 
(1770-1827) 
Allegro con brio 
Marcia funebre: Adagio assai 
Scherzo: Allegro vivace 
Finale: Allegro molto 
Symphony No. 4, Op. 29 
"The Inextinguishable" 
-Intermission-
Allegro-Poco allegretto -
Poco adagio quasi andante -Allegro 
Carl Nielsen 
(1865-1931) 
) 
) Program Notes 
Ludwig van Beethoven (1770-1827) 
Symphony No. 3 in E-flat major, Op. 55, "Eroica" (1803) 
In October 1802, during a visit to the little village of Heiligenstadt outside 
Vienna, Beethoven fell into despair. He even contemplated committing suicide: "Art alone 
hindered me," he confessed in his famous 'Heili$enstadt Testament.' "It seemed 
inconceivable that I should leave this world, without having produced all that I felt I 
must." Among the first works that ushered this new creative period, the one known as 
Beethoven's "heroic" phase, are the Kreutzer, Waldstein, and Appassionata Sonatas, the 
early version of the opera Leonora/Fidelio, and the monumental Third Symphony, the 
Ero1ca. For Beethoven the catharsis had beSll!l. 
Beethoven had started work on the Eroica by the end of 1802, but the Symphony 
was composed mainly in 1803. He had given it the title Buonaparte, as an homage to 
Napoleon whom Beethoven considered a champion of freedom from oppression. The events 
that followed are well known: on May 20, 18011 Napoleon was proclaimed Emperor; a few 
days later, Ferdinand Ries informed Beethoven of tii.e event; a disillusioned Beethoven fell 
into a rage, "went to the table, picked up the title-page lying on the top, tore it across and 
threw it to the ground." The autograph score of tFte Symphony is lost, and a surviving 
copyist's score with Beethoven's annotations also bears marks of severe erasure over the 
word B11onaparte. An addition on that page reads: "Geschrieben auf Bonaparte" 
("Written in honor of Bonaparte"). The Symphony was ultimatel),:'. dedicated to Prince 
Lobkowitz, and in the first edition of 1806, Beethoven called it ' Sinfonia Eroica, 
composta per festeggiare ii sovvenire di un grand' uomo" ("Heroic Symphony, composed to 
celelJrate the memory of a great man"). The first public performance of the Symphony was 
given on April 7, 1805 witFt Beethoven conducting. 
Although Beethoven's life is surrounded by myths, there is no reason to question 
Ries' report on tFte incident. This incident alone, however, did not mark a 'symbolic' split 
with hiS former idol, as suggested by the romantic view. Only a few months after the May 
events, in August 1804, Beethoven wrote to Breitkopf & Hartel again that "the Symphony 
is really entitred Bonaparte" - he maintained this ambivalent attitude throughout his life. 
· '"\ou$h Beethoven's initial gesture originated from a deep admiration toward the French 
· .Autionary, it is also worth l<eeping in mind that at the same time the composer had 
reportedly contemplated a career in Paris, where he had hoped to work apart from the 
occasionally hostile environment of Vienna. What changed his plans is now part of 
hi tory. 
The revolutionary spirit of the time that so profoundly influenced Beethoven here 
finds its most suitable counterpart, in music that is equally powerful and explosive. 
Today's audiences, having become accustomed to hearing tFte intricacies of later symphonic 
works by Schumann or Brahms or Bruckner, may not easily realize how unconventional 
Beethoven's music sounded at the time of its first performance. Even the title he gave to the 
slow movement, "Marcia funebre," .tends to pass unobserved nowadays by audiences who 
have experienced Mahler's symphonies. It is very important, though, that we view this 
symphony in the light of its time: as a large-scale work of unprecedented proportions and 
complexity, tonally bold and thematically complex. In the words of its first reviewers, it 
was "odd," "redundant," and "harsh." Czerny, Beethoven's student, criticized it as being 
"too long, elaborate, incomprehensible and much too noisy." In an anonymous review of 
the 1805 premiere for the Allgemeine musikalische Zeitung of Leipzig (the journal 
published by Breitkopf & Hartel, the firm that had earlier refused to publish the work}, the 
Third Symphony was described as containing "an excess of whimsicalities and novelties." 
The public was certainly under the spell of Beethoven's music, but skepticism would be the 
first reaction to some of his boldest works. 
· In Beethoven's words, the new phase in his life after 1802 also ushered a 
"wholly new style" in composition. In tne Eroica we can already detect some of these 
morphological innovations: Beethoven only added a third horn to the usual 
instrumentarium, but the sound of an otherwise classical orchestra is worlds apart from 
that of the Second; he writes not single themes but themes that constitute "thematic 
configurations"; the development section of the first movement features an extra theme 
whicft appears in the remote key of E minor, while the coda virtually becomes a second 
development; and the energetic Scherzo substitutes once more for the traditional Minuet 
movement, as it did in the second Symphony. 
The theme of the variations of the final movement comes from the rondo theme that 
Beethoven had used in 1801 in the finale of the music for his ballet The Creatures of 
Prometheus (which itself had appeared before in a set of contredanses). The aesthetic 
associations with the mythological hero have been variously explored, especially in 
connection with the symphony's original real-life hero. Ultimately, the symphony is about 
any heroic striving and final individual victory - the hero of the symphony was none other 
than Beethoven himself. 
Carl Nielsen (1865-1931) 
Symphony No. 4 Op. 29, "The Inextinguishable" (1914-16) 
Nielsen's works have for a long time existed in the shadow of those by the most 
influential of his Scandinavian contemporaries, Jean Sibelius. It is only recently that 
Nielsen's music has received wider recognition and been studied and recorded more 
regularly. Nielsen's six sxmphonies befong to the generation that followed what Carl 
Dahlhaus has called the 'second age of the symphony" - works that came into existence in 
the second part of the nineteenth century as a reaction to Beethoven's grand contribution 
to the genre. Clearly based on the nineteenth-century symphonic tradition, Nielsen's music 
fluctuates between lyrical diatonicism and forceful outbursts. With emphasis on melody 
and rhythm, he used a kind of traditional "extended" harmony in order to synthesize a 
tendency toward conservatism with the use of restless, unconventionally bold music. He 
once remarked that "one must show the sated that the melodic interval of a 3rd should be 
considered a gift from God, a 4th an experience, and a 5th the supreme happiness." 
Between 1908 and 1914 he was kapelmester at the Royal Theater of Copenhagen. 
During the First World War he composed some of his most important works, induding the 
Fourtli and Fifth Symphonies. Like many of his contemporaries, Nielsen was deeply ) 
influenced by the war, one which seemed such a great escape in the beginning but endec 
tragically in disillusionment. The turmoil of the times is vividly reflected in this work, 
whose sharply contrasting moods graphically illustrate the internal battles that every 
artist faced at the time. 
The Fourth Symphony was composed between 1914 and 1916. It is in four 
loosely-connected movements, played without a break. The work opens as if in medias res, 
with music that emphasizes D-rninor sonorities, although very soon 1t becomes clear that 
the actual tonality is E major. Dark and violent images of catastrophe, depicted through 
massive orchestral effects and rhythmic restlessness, alternate with moments of rhapsodic 
lyricism. 
The Fourth Symphony was first performed on February 1, 1916 with the 
Musikforeningen Orchestra, under the direction of the composer. In the original 1916 
publication ofthe score, we find a short note in which the composer explains that the title 
of the work indicates in one word "what the Music alone is capable of expressing to the 
full: The elementary Will of Life. The Music is Life, and like this inextinguishable." The 
title "is not a grogram, but only a suggestive hint on the proper territory of the Music." As 
in Beethoven s case, the hero emerges triumphant: optimism and affirmation of life make up 
the peroration of both works on tonight's program. 
-Eftychia Papanikolaou 
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You can help support these talented young artists by joining the Friends of 
Music at the School for the Arts. For information, please contact Leslie 
Dressler, Director of Development, Boston University School for the Arts, 855 
Commonwealth Avenue, Boston, MA 02215 or call 6171353-3345. 
